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Abstract

Research in the West Chester University (WCU) School of Music (SOM) archive
displayed a history of women’s involvement in music dating back to its opening in 1871. The
archive provided the resources for an examination of the representation of female
instrumentalists at WCU in a few key areas over more than a century. As trends of gender
stereotyping in music shifted, their effects can be seen on women at WCU.
The research conducted in the archive provided three sets of primary documents that
informed this project. Those primary documents include the Quarto-Centennial History of the
West Chester State Normal School from 1896, an entire student newspaper from 1973 with two
additional editorials about including female instrumentalists in the West Chester State College
marching band, and two National Association of Schools of Music (NASM) reports from 1972
and 1981, as well as university music faculty profiles from 1991, 1992, 1998, and 1999.
Each of these primary documents set up a different focus on women in the music
programs at WCU. These documents are used alongside supplemental works from outside the
archive to provide background and insight into the gender stereotypes common within music
during three distinct points in time. The central gender association issues within music that are
discussed in this paper largely surround women’s supposed inferiority to men, as well as
common sex-stereotyping of certain instruments.
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Chapter 1: Introduction

Although it is easy to assume that progress always moves forward, women’s rights are
being questioned in today’s political climate. With recent legislation contributing to gender
inequity there is a backswing of civil rights occurring. The Senate blocked debate on the
Paycheck Fairness Act written to combat pay discrimination against women and LGBTQ+
workers in June of 2021.1 Just over a year later, on June 24th, 2022, the landmark decision of
Roe v. Wade was overturned leaving today’s women less in control of their bodies than when
their mothers grew up.2 Given the current precarious position of women’s rights today, women
cannot take their progress for granted, and they cannot settle for a future without total and
absolute gender equity.
The first part of working towards complete gender equity involves confronting
stereotypes that have historically negatively affected women. Joan C. Williams discusses how
“stereotypes shape perception, memory and inferences,” creating a cognitive bias of which we
are often unaware.3 This bias in turn affects equity between genders by codifying the differences,
or stereotypes, as innate characteristics in our social identities. As a result, we may have
expectations that result in people being treated differently based on their gender. Gendered

1

Jonathan Weisman, “Republican Filibuster Blocks Pay Equity Bill in the Senate,” The New York Times, Published
June 8, 2021, https://www.nytimes.com/2021/06/08/us/politics/filibuster-pay-equity.html.
2

Nina Totenberg, and Sarah McCammon, “Supreme Court overturns Roe v. Wade, Ending Right to Abortion
Upheld for Decades,” NPR, June 24, 2022, https://www.npr.org/2022/06/24/1102305878/supreme-court-abortionroe-v-wade-decision-overturn.
3

Joan C. Williams, “The Glass Ceiling and the Maternal Wall in Academia,” New Directions for Higher Education
130 (Summer 2005): 92-3, https://doi.org/10.1002/he.181.
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expectations “have historically associated greater overall competence with men than women and
granted each gender particular skills, such as mechanical abilities for men and domestic skills for
women.”4
These gendered spheres are exacerbated by the use of the male default perspective, an
unseen bias that works against women’s equality. The idea of the male as default has gained
traction over the past few decades and was recently discussed by British feminist author,
journalist, and activist Caroline Criado-Perez.5 She describes the male default in relation to
everyday things such as grocery shelves that are just out of reach for average height women and
drugs that are prescribed to women at three-quarters of a man’s dose, sometimes without even
going through trials that include women. Criado-Perez’s examples show that bias towards men
can exist even in supposedly gender-neutral situations. She also discusses the negative effects of
a gender data gap that occurs when women are either not included in studies or the data in a
study is not gender disaggregated. Collecting gender-disaggregated data means the total data can
be separated into the smaller units to reveal the underlying trends and patterns. Having this
ability to view data split by gender makes it more difficult to mask discrimination that may be
present.
The male default creates situations where women are compared against, and ultimately
fall short of men, resulting in the stereotype of female inferiority. Linda Nochlin stresses the
universality of this stereotype within the visual arts and creative fields when discussing the
default male, or the hidden “he,” that is “unconsciously accepted as the viewpoint” in art

4

Jason P. Cumberledge, “Instrument and Gender as Factors in the Perceptions of Musicians and Musical
Performance,” Contributions to Music Education 43 (2018): 160, https://www.jstor.org/stable/26478004.
5

Caroline Criado-Perez, Invisible Women: Data Bias in a World Designed for Men (New York: Adams Press,
2019).
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history.6 Marcia Citron investigates this male bias within the musical canon of historically
accepted composers, who are largely white and male even today.7 Both authors discuss the
alienation of women in the arts through the juxtaposition of females with their default male
counterpart. This raises questions about the importance of gender labels in music where not
accounting for gender is ultimately hurtful to women.8 Jeffrey Boeckman broaches the topic of
gender labels and their importance in music, pointing out that while some people believe the
label “woman composer” marginalizes women, it is still important to be aware of the continued
inequities between male and female composers and musicians which affect whether a woman’s
music is performed, or published, and even if women are studying or teaching composition.9
The comparison between the default male, and therefore “othered” female, also appears
in binary gender associations in music. Suzanne Cusick, in her examination of the gender
rhetoric involved in the controversy between the music theorist Giovanni Maria Artusi and the
composer Claudio Monteverdi, points out how universally understood associations of inherently
masculine or feminine qualities were in the past. In a list of these associations of gendered
oppositions, Cusick reveals a binary system in which women have often been represented in
association with bad characteristics while men represented the good. She lists men as active,
perfect, complete, reasonable, virtuous, substantial, and stable while women are on the opposite
side, passive, imperfect, incomplete, sensual, sinful (evoking the idea of Adam and Eve),

6

Linda Nochlin, “Why Have There Been No Great Women Artists?” ARTnews 69, no. 9 (1971): 23.
Emphasis in original.
7

Marcia J Citron, Gender and the Musical Canon (Cambridge: Cambridge University Press, 1993).

8

Caroline Criado-Perez, Invisible Women: Data Bias in a World Designed for Men (New York: Adams Press,
2019).
9

Jeffrey Boeckman, “Labels, Inequity, and Advocacy: The “Woman Composer” in the Wind Band World,” Music
Educators Journal (December 2019): 47, https://doi.org/10.1177/0027432119870572.
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ornamental, and changeable.10 Although Cusick is referring to Late Renaissance ideas of gender,
these same types of binary gendered oppositions are echoed today within commonplace beliefs
rooted in women’s supposed inferiority to men.11
Eventually, as Jason P. Cumberledge has shown, gender-role expectations evolved into
gender stereotypes through an institutionalized system of social practices striving towards the
maintenance of a societal status quo. Female inferiority, based on the gender associations listed
above, created gender-role expectations that are still common today. He relates this to possible
gender and behavioral stereotyping of musicians by gender.12 This stereotyping is visible through
instrumental gender associations of piano and voice being accepted as women’s instruments due
to their ties to domesticity.13
An examination of the West Chester University (WCU) School of Music (SOM) archive
allows us to determine the effect these broader issues had on women musicians throughout
WCU’s 150-year history.14 The archive was created in 2005 “to identify, acquire, preserve, and
make available the many years of archival materials that document the history of the SOM” to
ensure they are preserved and made available for future generations.15 It contains forty-eight

10

Suzanne G. Cusick, “Gendering Modern Music: Thoughts on the Monteverdi-Artusi Controversy,” Journal of the
American Musicological Society 46, no. 1 (Spring 1993): 4, https://www.jstor.org/stable/831804.
11

Kimberly A. Hamlin, From Eve to Evolution: Darwin, Science, and Women's Rights in Gilded Age America,
(Chicago: University of Chicago Press, 2014), 32, ProQuest Ebook Central,
https://ebookcentral.proquest.com/lib/wcupa/detail.action?docID=1666573.
12

Cumberledge, “Instrument and Gender,” 160.

13

Desmond Charles Sergeant, and Evangelos Himonides, “Orchestrated Sex: The Representation of Male and
Female Musicians in World-Class Symphony Orchestras,” Frontiers in Psychology 10 (August 2019): 1
https://doi.org/10.3389/fpsyg.2019.01760.
14
15

Appendix A has a brief timeline of the 150 years at WCU.

Timothy V. Blair, “School of Music Receives Archives Grant” (West Chester University School of Music
Archives, n.d.): 1.

5

boxes of concert and recital programs, photographs, recordings, and other archival materials the
SOM had accumulated. These other materials include “records of historic value generated or
received by the SOM in the course of its activities, as well as relevant materials from the
personal collections of faculty and others who have played a significant role in the history of the
SOM.”16 The archive holds photographs and scrapbooks, School of Music publications, articles
and newspaper clippings, concert programs, posters and promotional items, administrative files,
reports, studies, correspondences, and meeting minutes from the School of Music ranging from
the late 1800s through the 2000s. After examining the WCU SOM archive’s contents, the
documents were compiled into an outline of the collections which is listed in Appendix B.17
Primary sources from the archive exemplify the broader gender issues in music. As will
be seen, gender stereotypes and expectations have shifted over time. And because the archive's
contents are heterogeneous, (ranging from photos to administrative reports), different documents
highlight various aspects of these stereotypes and the different ways that they affect women's
lives. In the chapters that follow, I focus on three sets of documents from the WCU SOM archive
that stood out for their clear demonstration of how female musicians at WCU have been
profoundly affected by stereotypes and gender role expectations. These three sets of documents
are: 1) histories of the school's early development, 2) a series of op-eds debating whether or not
to allow women to play in WCU's marching band, and 3) a set of self-study documents and
music faculty profiles describing the composition of WCU's music faculty. The first shows the
demographic effects of stereotypes: how, just as teaching was becoming a respectable career path

16
17

Blair, “School of Music”: 2-3.

While the outline is not a complete finding aid of the archive, it is meant to give a foundational understanding of
the collected documents, as well as the reasoning for the importance of focusing on the female experience that is
represented, or not, within. Despite the archive being incorporated into the University Library’s Special Collections,
there is no current collection development or expansion.
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for women, women flocked to WCU to prepare for that career. The second shows the discursive
effects of stereotypes: how stereotypes (and reactions to stereotypes) strongly emerge or are
exhibited in the writings of the WCU student body. The third displays the social and economic
effects of stereotypes: how stereotypes about "appropriate" instruments for women seem to have
shaped hiring decisions at WCU.
These three sets of documents are used together with supplemental research to provide a
glimpse into the status of women in music, mostly as instrumentalists, over brief portions of
WCU’s history. Because the archive documents are snapshots of time and not complete records,
this project cannot be, and is not, a thorough history of WCU’s music program. This paper will,
however, overview these three sets of primary documents as well as how they relate to their
contemporary periods. What do these archive documents reveal about gender representation and
the history of women in music at WCU? The following chapters of this paper are framed by this
question as well as the sets of primary archive documents which are as follows.

The Quarto-Centennial History of West Chester State Normal School
Chapter 2 primarily uses the Quarto-Centennial History, published in 1896 by The
Village Record Print of West Chester, Pennsylvania.18 It covers the history of the first twentyfive years of the West Chester State Normal School (WCSNS),19 and contains a list of all the
faculty as well as the total student enrollment from these years revealing a surprising gender

18

Andrew Thomas Smith, 1871-1896 Quarto-Centennial History of the West Chester State Normal School, (West
Chester: The Village Record Print, 1896), 6.
19

The West Chester State Normal School operated from 1871 through 1926.
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imbalance that favors women. The book is crucial for comparing the WCSNS to national trends
affecting normal schools. It also identifies the roles of women in music at the WCSNS during the
late nineteenth century.
This period was a time of profound change for women in the United States with the 1848
Seneca Falls Woman's Rights Convention marking the beginning of the women's rights
movement in the United States. The Quarto-Centennial History places the WCSNS within this
context and allows for an exploration of female faculty and students within the musical culture of
the late nineteenth century.

November 20, 1973, Quad Angles Student Newspaper
Chapter 3 picks up about a century after the previous chapter with a 1973 issue of the
student newspaper containing an editorial, two articles, and several opinion pieces written by
students, weighing the pros and cons of adding female instrumentalists to the marching band.
Two additional clipped pieces, an article and an editorial, from the archive add background to the
discussion. Although the passage of Title IX in 1972 meant that women had to be included in the
band, there was a debate about whether this requirement could be satisfied by having women in
the color guard, or if they had to be allowed into instrumental sections as well. In this chapter,
we will see how students drew on prevalent stereotypes about female weakness—both physical
weakness and musical weakness—to argue against incorporating female instrumentalists into the
marching band. Several of the paper’s opinion piece authors rely on stereotypes about female
musicians to prove that the band should stay all-male. This discourse leads to questions about the
experiences of female musicians at that time in the WCSC’s history and enables us to examine
possible changes in instrumental stereotypes that date back to the nineteenth century.

8

NASM Reports and Music Faculty Profiles
Chapter 4 examines SOM faculty profiles and NASM self-study reports to view the
changing landscape of the music faculty at WCU in the last few decades of the twentieth century
as attitudes concerning female inclusion evolved. In this chapter, the NASM self-study
documents and faculty demographic information will show that late twentieth-century hiring
patterns at WCU still reflect stereotypes about the most suitable instruments for women to play.
The archive’s two National Association of Schools of Music (NASM) self-study reports
are from 1972 and 1981. NASM is an accrediting agency that recognizes institutions that meet
certain qualifications or standards. The review process for accreditation is conducted every five
years for renewal with part of this process entailing a self-study conducted by the institution that
is completed by faculty and administration. The study reviews where the music department at an
institution currently is and creates goals as to where it should aim to be in the future.20 These
self-study reports from the archive contain the names of all the SOM faculty in the years 1972
and 1981, listing their titles (Mrs., Mr. etc.), education, experience, teaching concentration, and
primary instrument where applicable.
The SOM faculty profiles held in the archive were published by the university and cover
the years 1991, 1992, 1998, and 1999. These profiles introduce the music faculty members over
these years with the same information as the reports above, but with the addition of each
member’s pronouns (she, he) and department within the SOM.
Together, the documents in chapter 4 provide an opportunity to discuss the evolving
landscape of female inclusion in the SOM faculty. While the focus is on the late twentieth

20

NASM, “Accreditation,” n.d., https://nasm.arts-accredit.org/accreditation/.
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century, federal action began addressing gender discrimination in the workforce even earlier with
Title VII of the Civil Rights Act of 1964 making it illegal for employers, including educational
institutions, to discriminate on the basis of race, color, sex, religion, or national origin.21 The
NASM reports and music faculty profiles give clues as to WCU’s response to these federal
initiatives, specifically whether any changes occurred at WCU and within the SOM to create a
more inclusive faculty environment.
Chapter 4 again discusses the gender-stereotyping of instruments covered by chapters 2
and 3. As reviewed in chapter 2, legislation, such as Title VII in this case, was meant to create
more equity between the sexes. By examining the gender composition of WCU’s instrumental
faculty from the 1970s through 1999, gender associations of instruments are clearly still
applicable with the music faculty continually adhering to the socially appropriate (stereotyped)
instruments for their gender.
To move towards true gender equity, it is necessary to evaluate the past and understand
how stereotypes influence our actions. The WCU SOM archive provides 150 years of primary
documents which are used to examine how displayed gender bias and stereotypes have affected
women at WCU. As we shall see in the main body chapters, sexist stereotypes in music,
particularly in instrumental music, greatly influenced students and faculty throughout WCU’s
history. This research using archival documents from our own institution demonstrates a very
real history of inequity here at WCU. It can also provide a roadmap for creating greater equity
for female musicians going forward.

21

United States Department of Justice, “Equal Access to Education: Forty Years of Title IX,” (June 2012): 5.
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Chapter 2:
A Growing Gender Gap: The Quarto-Centennial (1871-1896)

Women began to gain access to quality higher education opportunities on par with those
available to men only in the nineteenth century. Before that time, women’s opportunities were
limited by stereotypes of mental inferiority and the inability to pursue intellectual or academic
subjects.22 These stereotypes originally limited advanced education for women to seminaries, or
female colleges, which opened in the early 1800s.23 The idea of splitting men’s and women’s
educations stems from the prevailing attitude that “a man’s education was meant to be a purely
scholarly endeavor, a woman’s education was intended to be practical.”24 Male colleges and
female seminaries offered different courses based on these stereotypes. While male colleges
offered the equivalent of bachelor’s degree today, female colleges offered a curriculum much
closer to the first two years of modern high schools.25 Early seminaries mainly taught women the
practical skills they needed which were ultimately tied to domesticity. Women were supposed to
“be useful in restoring society by educating the young, either in the classroom or by nurturing

22

Bonnie Schaffhauser Jacobi, “Music in Higher Education for Females in Nineteenth-Century America,” Journal
of Historical Research in Music Education 23, no. 1 (October 2001): 46, https://www.jstor.org/stable/40215235.
23

Jacobi, 46.

24

Jacobi, 49.

25

This is not to say that female seminaries did not provide an excellent education for women, but it wasn’t until
after the Civil War (1865) that women’s colleges began to give an education more on par with men’s colleges. The
Seven Sisters (Vassar, Mount Holyoke, Smith, Bryn Mawr, Wellesley, Radcliffe, and Barnard) were all known for
their academic rigor, but they all opened after the close of the Civil War.
Joan Marie Johnson, Funding Feminism: Monied Women, Philanthropy, and the Women’s Movement, 1870-1967,
(Chapel Hill: University of North Carolina Press, 2017), 113
https://search.ebscohost.com/login.aspx?direct=true&AuthType=shib&db=e000xna&AN=1570648&site=ehostlive&scope=site.
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children of their own.”26 Surprisingly, the stereotype of women as nurturing educators finally
created an avenue for their acceptance into higher education equal to men’s in the form of
coeducational teaching schools, later referred to as normal schools.
The early histories held in the WCU SOM archive show how stereotypes of women as
caretakers and educators drove enrollment patterns and affected their job prospects at the West
Chester State Normal School (WCSNS). The Quarto-Centennial History of West Chester State
Normal School, held in the archive, was written by Andrew Thomas Smith, and published in
1896. It gives an account of the first twenty-five years at the WCSNS including faculty
demographics and student enrollment numbers. Smith was immensely involved at the WCSNS,
attending, and graduating as President of his class in 1883 and returning in 1885 to serve as a
Professor of Pedagogy, and even as Vice-Principal. He left the WCSNS to obtain a PhD. After
graduating with the degree of Doctor of Pedagogy in 1893, he acted as Principal of Mansfield
State Normal School in Pennsylvania, Clarion State Normal School in Pennsylvania, and the
Thomas Normal School in Michigan. Smith once again returned to the WCSNS as its Principal
in 1920.27
While his Quarto-Centennial History is only sixty-three pages, it contains detailed
records covering a wide range of the Normal School’s history over the first twenty-five years
from its inception in 1871. Smith provides several lists of trustees, administration, faculty,
alumni, and students over the twenty-five years. Descriptions were also included of the societies
and clubs available to students, for example the Moore and Aryan literary societies, the Amulet

26
27

Jacobi, 49.

Russell L. Sturzebecker, Centennial History of West Chester State College (West Chester: Tinicum Press, 1971),
119.
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newspapers, and the Young Men’s (and Women’s) Christian Associations. He also describes the
courses of study offered such as language, rhetoric, science, mathematics, and pedagogics. Smith
even mentions the courses offered in music from the 1894 course catalog.28
The most pertinent sections from the Quatro-Centennial History for this chapter focus on
the faculty composition and student enrollment of the WCSNS. The first is a list of the entire
faculty who taught at the WCSNS over its first twenty-five years. This list contains each faculty
member’s first and last name, although sometimes just a letter is given as is the case for J. Max
Muller. Some names are prefaced by an honorific title indicating their gender (such as Mrs. and
Mr.). Each teacher’s education is then listed and followed by the subject and years they taught.29
The second section from the Quarto Centennial is a chart of student enrollment figures from
1871 through 1896 listed in columns split by “boys” and “girls.” Both can be viewed in
Appendix C.
Two additional histories of WCU provide supplemental information about the
institution’s early development and each specifically provides information on the faculty and, or
the student makeup of the first twenty-five years. From the archive, a 1969 thesis written by
West Chester State College (WCSC)30 graduate David Rentschler, titled “A History of the Music
Program at West Chester State College From 1871-1969,” investigates the history and evolution
of the music department. The second history is Russel Sturzebecker’s The Centennial History of
West Chester State College. Sturzebecker was a graduate of the WCSTC as well as a faculty
member and coach. Like Smith, he was an incredibly involved member of the community, and

28

Smith, Quarto-Centennial, 26-32.

29

Smith, Quarto-Centennial, 17-20.

30

The West Chester State College operated from 1960 through 1982.
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his work extends the history of its evolution an extra seventy-five years. His book contains
information on the student enrollment numbers from the first twenty-five years as well. Finally,
course catalogs from 1871 through 1896 from the WCU Digital Collections website provide
another source of both student enrollment numbers and faculty member information. By tracing
these demographics, a pattern emerges: while female student enrollment skyrockets, the SOM
female faculty largely remains stagnant.
The WCSNS followed the trend of expanding teacher education in the nineteenth
century. In 1839 the Commonwealth of Massachusetts established the first public teacher
preparation institutions in the United States.31 These institutions were modeled on existing
European schools such as the German Normalschule and the École normale in France. The Latin
root norma refers to “a model, pattern, rule or standard” and the American versions embraced
this definition, translating the meaning of a normal school as “a place that taught the rules and
principles (i.e., norms) of education.” About half the states in the US (18 out of 37) had at least
one normal school by 1870.32
While admission standards varied between normals, common requirements were that
pupils were at least fifteen or sixteen years old, they were able to prove their good character,
were healthy, wanted to teach in the states’ public schools, and could pass an examination or
present a high school diploma.33 The curriculum also varied, but usually consisted of reviewing
material from the elementary grades in conjunction with courses on pedagogy, school
management, and hands-on experience teaching K-12 in model schools connected to the
31

Phillip M. Hash, “Music Instruction at Selected State Normal Schools during the Nineteenth Century,” Journal of
Research in Music Education 67, no. 4 (2020): 414, https://doi.org/10.1177/0022429419888740.
32

Hash, “Music Instruction,” 414.

33

Hash, 414.
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institution.34 Although normals largely served to educate future teachers, the certificates could
also lead to admission at colleges and universities for other programs such as business or
science.35
With the Normal School Act of 1857, Pennsylvania was divided into twelve districts,
each of which would be served by a normal school. Although the normals were created because
of this legislation, the state did not offer financial support or incentive, believing that the prestige
of a state administered school which had the authority to grant certificates would inevitably
attract private investment. The act also established rigid standards for the schools themselves.
Each normal “had to provide a ten-acre campus, housing for three hundred students, an
auditorium capable of seating a thousand people, rooms for libraries, a minimum of six faculty
members and a model school for one hundred students.” The first Pennsylvania normal school
was Millersville in 1857, followed by Edinboro (1861), Mansfield (1862), Keystone (now
Kutztown 1866), Bloomsburg (1869), West Chester (1871), Shippensburg (1873), California
(1874), Indiana (1875), Lock Haven (1877), Slippery Rock (1889), and East Stroudsburg
(1893).36
As women were already deeply connected with childcare and early education, normals
became a haven for women wishing for a strong education. As more women enrolled in normals,
the connection between women and teaching children was strengthened, leading to the

34

Hash, 414.

35

Mark Fritz, “The State Normal Schools: Teaching Teachers and Others,” Pennsylvania Heritage Magazine (Fall
1985), paragraph 8.
36

Fritz, “The State Normal Schools,” paragraphs 2-7.
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feminization of the profession, especially in elementary education.37 An interesting paradox then
emerged; women soon outnumbered males in both enrollment and in teaching positions at
normals during a time when they were thought of to be inferior, or even incapable of higher
learning, compared to their male counterparts.
Although normals did allow for many women in the US to receive a higher level of
education than was previously available to them, ideas of their inferiority were still prevalent. In
the 1880s and 1890s parents, educators, and psychologists were worried that collegiate
coeducation was harmful to women; supposed dangers included “brain fever, physical fatigue,
and the risk of becoming aesthetically unfeminine.”38 Despite this stigma, normal schools
enrolled a substantial number of women. For coeducational colleges between 1875 and 1900, the
increase for male students was threefold, while the increase of female students during the same
period was sixfold.39
Although normal schools were coeducational, there were strictly regimented gender
constructs enforced by societal standards. For example, at the WCSNS a set of regulations for
students were listed within the course catalogs, found on the WCU Digital Collections website,
beginning in 1873. One of these regulations, repeated in following catalogs, states that “no lady
or gentleman attending this Institution will correspond, meet, walk or ride with a student of the
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opposite sex.”40 Society was distinctly split into these realms deemed male or female and the
intersection of the two was only allowed under certain circumstances, such as with permission
from the Principal, and with strict surveillance.
As mentioned at the end of chapter 1, these separate spheres of binary oppositions were
split between external or internal worlds, the public versus domestic life, the male or female
existence.41 The male and female spheres were not equal; women were thought of as lesser than
men. Julie Dunbar notes that nineteenth-century women had been called “inferior beings who
had no right to expect full integration in society.”42 Dunbar also mentions the German
philosopher Schopenhauer’s famous views on women as existing “entirely for the propagation of
the race” and that they had no sensibility for music, poetry, or fine art.43 Although such strong
sentiments appeared against women’s capabilities within the discipline of music, there was an
expectation for them to receive some limited musical training for presumed domestic roles, such
as for the facilitation of home entertainment for entertaining guests.44
Since music was considered a leisure-time activity with restorative properties, it was
“considered the quintessential ‘female activity’ rather than an academic pursuit,” and therefore
was “necessary for a true ‘feminine’ education.”45 Women were supported, or perhaps limited, to
40
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learning the instruments which were considered acceptable in a household. Social convention
throughout much of the nineteenth century relegated women’s musical studies to a few
instruments, chief of which were keyboards.46 Some female pianists were renowned for their
talent, but still struggled to balance social expectations and their careers as musicians in a public
sphere usually reserved for men. Fanny Mendelssohn Hensel (1805-47) is one such female
pianist from the nineteenth century. Fanny was a talented pianist and prolific composer, but she
struggled throughout her life with the social expectations of women as musicians. Although she
had equal training and talent as her brother, Felix Mendelssohn, who even thought of her as the
best pianist of their time, Fanny was limited in her musical pursuits due to her gender.47 Their
father commented on this in a letter to Fanny, writing that although she and her brother had
comparable talent, Felix was able to pursue music as a profession while it could only be an
ornament for Fanny due to her sex.48 Many other women in the nineteenth century were similarly
constrained due to the limitation on socially-appropriate pursuits open within music.
The piano became the ultimate feminine instrument due to its use in many homes and the
limited use of the body required to play it. Pianos did not require any bodily disfigurement which
would interfere “with the portrait of grace and attractiveness that the female performer was
supposed to emanate.”49 These disfigurements largely related to facial features transformed by
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embouchure, bodily exertions connected to breath control, and even the physical strain of
holding some instruments such as with woodwind, brass, and large stringed instruments.50
Although the piano continued to be widely acceptable for women, as time passed the list
of other acceptable instruments for women to play in the nineteenth century slowly expanded
alongside changing attitudes toward women.51 The Seneca Falls convention held in 1848
signaled the beginning of an organized movement focused on redefining women’s place in
society. There was little explicit discussion of musical stereotypes in this movement, but
nevertheless gender stereotypes in music also began to relax.52 Although women were believed
to be too frail to play wind or brass instruments, lacking the strength or lung capacity, female
flautists were becoming more accepted.53 In 1880, a concert review from the American Art
Journal noted that: “the unusual sight of a lady playing such an instrument did not strike people
as strange as we thought it would. She…avoids the ugly contortions of the lips…Thus managed
the flute is decidedly not an unfeminine instrument.”54
The review demonstrates that despite the continued fixation on the female performer’s
appearance, progress was being made on the number and type of instruments considered
appropriate for women. In addition to flute, the violin is another instrument that became more
acceptable for late nineteenth-century female performers, even despite difficult stereotypes to
overcome. These included the shape of violin and its connection with the shape of the female
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body, how playing the instrument required more publicly displayed movement than a serene
pianist, and how violins were associated with dance, another unacceptable public and physical
display of the body. Camilla Urso, one of the first women to graduate from the Paris
Conservatoire in 1852,55 and Maud Powell, who played with the Berlin Philharmonic and the
New York Philharmonic Society in the 1880s were two pioneering female violinists who proved
that playing the violin was not just for men.56 Some progressive men agreed that women should
learn to play the violin such as Julius Eichberg, the founder of the Boston Conservatory of
Music, who taught all his pupils to play the violin, whether male or female.57
While women were pushing the boundaries of stereotypes related to music performance,
the role of music at normal schools was also evolving. Due to the importance of music in most
people’s everyday life, and the burgeoning of the K-12 public school system in the US, normals
at this time integrated music into their general education program requirements for all students.58
As communities across the country began the shift of introducing music into the K-12 publicschool systems, normals responded by increasing the number of music faculty and incorporating
music into their teacher preparation programs to meet the new demand. To prepare new
educators to be able to teach music in public schools, many normals began offering some form of
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instrumental instruction, while most normals offered mandatory courses in vocal music by
1878.59
Although the music curricula at normals varied greatly, they typically included weekly
music instruction for the entire student body.60 As many normals continued to expand their
curricula during the 1870s, by including elective studies and advanced programs in the arts and
sciences, music offerings were also expanded with the development of private instruction
(lessons), large ensembles, and courses in theory, history, and public-school music.61 Music
education continued to be woven more deeply into normal school education as time passed. The
Department of Public Instruction developed a course of study to be implemented by all State
Normal Schools in 1900 with an Arts curriculum which specified that education in elementary
music principles and daily exercises in vocal music were suggested.62 Alongside the
standardization across public education in America, from primary through secondary schools to
State Normal Schools, an education in music was provided for all students by the end of the
nineteenth century.
As a State Normal School, the WCSNS’s development over the last quarter of the
nineteenth century closely resembled the national normal school trends discussed above. On
September 25th of 1871, the WCSNS opened its doors to educate teachers in Pennsylvania.63
Although there was not originally a music department at the WCNS, all students participated in
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some amount of musical education through free instruction in vocal music. Students who sought
special instruction in lessons on other instruments were required to pay an extra tuition fee.64
This can be seen in the first course catalog from 1871 which notes the charges for the winter and
summer sessions “for instruction on the piano or melodeon, with use of instrument,” as well as
the fact that “all students will be instructed in Vocal Music free of charge [and] those desiring
special instruction in classes, will pay $6.00 for the Winter Session, $4.00 for the Summer.”65 By
1873 there were thirty-seven students noted as studying instrumental music of whom twenty-two
were female and fifteen were male.66 This was out of a total student body of 201, of whom 89
were female and 112 were male.
Rentschler’s history provides further clues to the study of music early in the institution.
His work shows that in addition to students receiving vocal and instrumental lessons, there were
many musical groups were active on campus over the first twenty-five years. He also mentions
that the early literary societies often had their own choruses and ensembles, both vocal and
instrumental, and it was common for these groups to perform for the literary societies as well as
the students’ Saturday evening entertainments.67 Rentschler also details the greater role music
played in the curriculum of the WCSNS in the mid-1880s. The term “music department” was
first used in 1888 when a private course of study in piano was listed. Student interest in music
64

Rentschler, “A History of the Music Program,” 18.

65

Circular of the West Chester State Normal School of the First District, (West Chester: Republican Book, Card
and Job Printer, 1871): 15, https://archive.org/details/catalogueofwestc1872west.
An inflation calculator gives a total of $4 and $6 in 1871 totaling $94.26 and $141.40, respectively, at the time of
writing in 2022. This is a significant amount of money and would seemingly restrict access to special instruction.
The same page of the course catalog notes that tuition, covering “boarding, washing, heat and light” was $80 for the
Summer and $130 for the winter, totaling $1,885.27 and $3,063.57 respectively today.
66

Circular of the West Chester State Normal School of the First District, (West Chester: Republican Book, Card
and Job Printer, 1873): 6, https://archive.org/details/catalogueofwestc1872west.
67

Rentschler, “A History of the Music Program,” 26.

22

grew with the organization of the Normal Band in 1889, then becoming a permanent
organization with twenty-three members in 1891.68 The music faculty also grew during this
period to five faculty members. As the music department itself expanded, it eventually became
necessary to separate the vocal and instrumental departments. By 1900 the band, orchestra, and
choruses were flourishing not only as school organizations but within the Literary Societies as
well.69
With the early establishment of music’s importance at the WCSNS, the music faculty
warrants a deeper examination. Between the 1870s and 1900s, music and the teaching of music
had become major female occupations, and this was evident at WCSNS as well.70 Once again,
Smith’s Quarto-Centennial provides many of the details for this.71 Figure 1, below, provides a
chart of the music faculty during the first twenty-five years at the WCSNS.
Note that at the institution’s opening in 1871, J. Max Muller was listed as an instructor of
both vocal and instrumental music.72 By 1873 Muller was replaced with three new faculty,
including Mrs. Lucy J. Warner (piano and organ), Mrs. R. G. Strickland (vocal music), and
68
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Humphrey M. Carpenter (violin, flute, and violincello). While the number of faculty teaching
each of these instruments fluctuated a bit over the years, these areas of keyboard instruments,
vocal music, strings, and woodwind already became the foundational subjects of music education
at the WCSNS during the first quarter-century.
In the institution’s first twenty-five years, there were just a handful of male music faculty
teaching voice, violin, flute, violincello, and the general instrumental music. During the same
period, twenty-four female music faculty were present at the WCSNS largely teaching voice,
piano and organ, or general music. The instruments they taught align closely with the acceptable
list mentioned before with women teaching the “domestic” instruments of voice and piano. Even
flute and violin, two instruments that were becoming acceptable for women to play by the end of
the nineteenth century, were still only taught by one male professor. It is difficult to say if it
would be different had Carpenter not served in the position for so long without comparing the
gender associations of instrumental faculty at other institutions.
Carpenter’s long term of service is even more surprising when compared with the female
music faculty. While there were more opportunities for women within the fields of education
than in most other professions, as can be seen in Figure 1 below, they were often placed in
subordinate roles as assistant or private instructors rather than as lead professors.73 The archival
documents at WCU do not explicitly record the departmental hierarchy, but it seems likely that
the general pattern applied here too: Carpenter, a man, remained on the faculty teaching violin,
flute and violincello for at least twenty three years while a series of women rotated through the
roles of keyboard, vocal, and instrumental music for a maximum of eleven years. This is at the
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very least consistent with the idea that Carpenter was a full (and senior) professor, while the
various female instructors were short-term and possibly part-time employees.

Figure 1: Female vs. Male Music Faculty Members by Year, 1871-189674

Student enrollments at WCNCS also tell us something about gender relations during this
period. The Archive’s Quarto-Centennial History also has information on student enrollment
over the first twenty-five years. Smith’s book contains a list titled Yearly Enrollment of Pupils:
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its twenty-five rows give enrollments for each year beginning in 1871 and provides two columns
denoting the sex of the pupils. Figure 2 created from this data is below.75
The graph’s most notable feature is how quickly female enrollment matches and
eventually outpaces male enrollment, especially by the late 1800s. In 1871, the first year of the
WCSNS, there were already fifty-eight female students enrolled. This number quickly increased
and by 1895, only twenty-four years later, there were 483 women enrolled at the WCSNS. This
compares to 112 male students enrolled during the first year and 287 enrolled by 1895. This was
not a slow trend spread over the first twenty-five years. While female enrollment was at about
half of male enrollment in 1871, this margin greatly decreased over the next year and female
students overcame the number of male students quickly, only two years later in 1873. While it
took until 1885 for female students to consistently outnumber male students, it was a common
occurrence, happening five times over the first twelve years and continuing for all of the
following thirteen years. That is a total of eighteen out of twenty-five years that female
enrollment surpassed male enrollment.
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Figure 2: Female vs Male Students at the WCSNS by year, 1871-189676

While the enrollment numbers predate the formation of the separate music department,
every student at the WCSNS received some mandatory musical training—with voice lessons at
least. The only document that mentions enrollments within music specifically—that is, students
specifically enrolled in music as their chief study during this time—is the 1873 course catalogue.
This document indicates that of the thirty-seven students studying instrumental music that year,
twenty-two were female and fifteen were male.77 1873 is also the first year women outpaced
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male enrollment at the WCSNS. Soon after the WCSNS opened, women outpaced men in
student enrollment, even as music students, and as music faculty members.
Although it could be difficult for nineteenth-century women to access quality higher
education opportunities, normal schools became an oasis for women. Advanced education was
limited for women until the early 1800s because of stereotypes of females’ mental inferiority
which made them unfit to pursue intellectual or academic subjects.78 The 19th-century
“gendering” of music—its associations with the domestic sphere—not only limited what
instruments women were allowed to play, but also reflected cultural norms about what kinds of
jobs women could have outside the house. Since teaching was stereotyped as a female pursuit,
many women entered normal schools in the late nineteenth century to become educators.79 They
soon outnumbered males in both enrollment and in teaching positions. The charts of the WCSNS
music faculty and student enrollment from 1871 through 1896 exemplify the high numbers of
women who were participating in higher education even during a time when they were thought
to be inferior or even incapable compared to their male counterparts.
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Chapter 3:
An Invasion of Women: The Quad Angles Student Newspaper (1973)

Gender associations in music were still affecting students at West Chester in the 1970s.
This chapter revolves around three documents from the archive that address stereotypes held by
students related to gender associations and the marching band at the WCSC in the 1970s. During
the elapsed time of almost a century between the previous chapter and this one, the WCSNS had
become the West Chester State Teachers College80 in 1927 and became the West Chester State
College (WCSC) in 1960.81
Students, both women and men, were able to become music majors with the advent of the
music department in 1921, but female instrumental majors could not play with the marching
band until 1974 due to prevailing negative attitudes associated with women and their inferiority.
In this chapter, their inferiority relates to weakness, both physically and musically. Within
student discourse on the matter, these stereotypes were used to argue against incorporating
female instrumentalists into the marching band. In addition to feeling left out, this exclusion
resulted in greatly diminished job prospects for female music students. Once out of college,
many high school band director positions include the responsibility of directing their schools’
marching band. Women were disadvantaged in the job market due to exclusion from musical
performing positions in the marching band.
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There were three documents in the archive collection about integrating the marching
band’s instrumental members. The first is an entire Quad Angles student newspaper from
November 20th, 1973, which provides an overview of student discourse for and against the
inclusion of female playing members. A clipped newspaper article with no date, from the Daily
Local News in West Chester, is included with another account of the student discourse. The third
is another clipped Quad Angles newspaper editorial from December 4th, 1973, on the proposed
policy of the Dean of Music, Charles Sprenkle, to integrate women into playing positions. An
examination of these newspapers furthers the discussion of women’s place in music, as dictated
by societal standards within instrumental musical stereotypes, begun in the previous chapter.
In the twentieth century, women were still fighting for their equal rights, continuing
many sentiments from the Women’s Rights Movement of the mid-nineteenth century. Although
the Women’s Rights Movement originally included suffrage, birth control, and labor reforms,
most activists shifted in the nineteenth century to center the focus exclusively on the right to
vote.82 In the 1960s, activists once again expanded the fight for a more generalized gender
equity. The Griswold v. Connecticut case in 1965 continued birth control reforms protecting the
liberty of married couples to buy and use contraceptives,83 while Title IV of the Civil Rights Act
of 1964 made discrimination by public schools illegal, and Title VII in the same law made it
illegal for employers to discriminate on the basis of race, color, sex, religion, or national origin.84
The Federal Government again ensured greater gender equity for students with Title IX
of the Education Amendments of 1972. The Title IX clause states that “no person in the United
82
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States shall, on the basis of sex, be excluded from participation in, be denied the benefits of, or
be subjected to discrimination under any education program or activity receiving Federal
financial assistance.”85
Although Title IX is mostly associated with college athletics, due to several high-profile
court cases, the legislation also impacted the role of women in college and university marching
band programs.86 While women could participate in some college and military marching bands
before 1972, these were segregated into all-male or all-female ensembles.87 Title IX created the
impetus to include women within the previously all-male marching bands at colleges and
universities across the nation, including at the WCSC. The archived newspaper provides a forum
for student debate in 1973 about the addition of women to the marching band due to the passage
of Title IX the year prior. Since women were already allowed in the marching band, exclusively
in the color guard, the issue discussed in the newspaper was specifically about whether women
must be allowed to join the band as instrumentalists, or if their addition to the all-female color
guard was inclusion enough.
The marching band at West Chester has a long history of excellence. According to
Sturzebecker, the State Normal School Band was originally organized on November 22, 1889,
“principally to furnish march music for a military company composed of students.”88 The early

85

United States Department of Justice, “Equal Access to Education”
And Encyclopedia Britannica Online, s.v. “Title IX,” (June 2021. https://www.britannica.com/event/Title-IX.
86

James Tobin, “Women, Take the Field!” Michigan Today, January 21, 2015,
https://michigantoday.umich.edu/2015/01/21/women-take-the-field/.
87

Michquelena Potlunas Ferguson, “The First Women Instrumentalists in the Penn State Marching Blue Band After
the Enactment of Title IX,” Visions of Research in Music Education 36 (2020): 2.
88

Russell L Sturzebecker, Centennial History of West Chester State College, (West Chester: Tinicum Press, 1971):
55.

31

marching band is noted to have been found supporting school activities by performing at baseball
games and in local parades on campus and around the community. The band played in support
of the football team in bowl appearances including the 1947 Burley Bowl on Thanksgiving Day
in Johnson City, Tennessee, and later the 1948 Cigar Bowl in Tampa, Florida on New Year’s
Day, and in 1968, the band accompanied the football team to the Tangerine Bowl in Orlando,
Florida.89
West Chester’s marching band was receiving national exposure and growing steadily by
the 1970s; however, during these more than eighty years of increasing prestige, women were still
not permitted to join in any capacity. Although the WCU marching band website that details the
history of the band mentions a Girl’s Trumpet Corps at the West Chester State Teachers College,
nothing else has surfaced about the group.90 The Girl’s Trumpet Corps is not mentioned in the
WCU SOM archive, and no information comes up in Smith, Rentschler, or Sturzebecker. The
WCU school newspapers online reveal only one mention of the Corps playing with the marching
band in a Better Business Parade in 1935.91 Despite no explanation for what this group of women
did with the band, the marching band’s website notes that the Corps “became a fixture for
several years and is said to have added considerably to the effectiveness of the group.”92
Although the website’s claim that the Trumpet Corps was well received, there isn’t enough
evidence to prove or disprove this. Either way, the Corps was probably only possible because it
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operated outside of the marching band and as an all-female group.
Women were finally allowed to join the marching band in 1970 with the addition of an
all-female color guard.93 Color guards, sometimes referred to as band fronts, are non-musical
sections that create extra visual pageantry by spinning rifles, batons, flags, and choreography.
Instead of playing an instrument with the other band members, the color guard is thought of as a
separate section with a strictly visual purpose. WCSC was innovative with its addition of a color
guard to the marching band before the passage of Title IX required it, and even before color
guards were added to other well-known bands such as Penn State University, which added
majorettes in the 1972-73 season.94 Just as the WCSC added women to the color guard before
adding female instrumentalists, other college and university bands progressed similarly.95 Color
guards became the gateway for women hoping to join collegiate bands while instrumentalist
positions were still barred to them.
The early inclusion of women into the color guard in marching bands was integral to their
later inclusion in every section, but their positions in the band were obviously not equal to men’s
as can be seen in Images 1, 2, and 3 on the next page. Women were easily identifiable from the
other members of the marching band by their separate uniforms. Photos show a male
instrumentalist wearing the traditional military-based uniform, alongside the color guard’s flag
and rifle sections, and a majorette.96 While men were covered head to toe with their uniforms,
the women’s are much more revealing. The flag and rifle line, pictured in the middle, features
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women with the same military style jacket and shako, but their skirts are cut above the knee, and
they are wearing tall boots. The majorette uniforms, shown on the right, were skintight leotards
with high-heeled boots.
The goal of the military-style uniforms is to create uniformity among all members, but
the female uniforms in the marching band were created to show women off separately. To drive
the point home, the 1972 yearbook page even includes a description saying “with the addition of
the flag corps and twirlers, audiences have something better to look at besides a bunch of guys
who only march with precision and have one of the best sounds in the country.”97 This reinforces
the point that women were added only to be visually pleasing. The women looked pretty in their
uniforms with their legs out, especially the majorettes who only wore a leotard and boots. They
also added to the visual pageantry of the band by dancing and spinning rifles and flags. But they
were still not allowed in the section that “only” marches and plays better than all the
competition.

Images 1, 2, and 3 depict the 1972 WCSC uniforms. A traditional military style uniform for the
male instrumentalists is depicted on the left. The flag and rifle section is in the middle, and a
majorette on the right display the female color guard member’s uniforms.
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Some women at the WCSC were unhappy with the all-male instrumentalist tradition of
the marching band. The band director at the WCSC was James Wells, an immensely influential
band director who has influenced and mentored many current leaders in music education and
marching band today.98 Wells was approached about integrating women into the WCSC band by
women who had participated in local coeducational marching bands before matriculating.99 One
of these women, Melanie Moatz, mentioned enjoying participating in the Boyertown Area High
School band before attending West Chester. This school already had integrated male and female
members so it must have been a shock to Melanie to not be allowed to participate at the WCSC.
In an interview with Glen Brumbach, Wells says “the powers at that time, [in] the music
department were quite against [the addition of women] …. I was sort of in-between.”100
Although Wells seems to have had a neutral stance on adding women to the marching band, at
least to the public, he recognized the opportunities provided by the pageantry of color guards. In
the same interview Wells states “I had come from high school and Kutztown [University], and I
saw the advantage of having that kind of entertainment [color guards] available …So the girls
got in.”101 A female band front, or color guard, was added to the group in 1970.
As discussed above, the first step to including women began with the addition of a color
guard—with a rifle corps forming in 1970, followed later, unfortunately with no dates available,

98

Glen A Brumbach, “Marching Forward: The Music Education Innovation and Legacy of James R. Wells (1931),” Journal of Historical Research in Music Education 41, no. 2 (2020): 156,
https://doi.org/10.1177/1536600618798747.
99

Brumbach, “Marching Forward,” 166.

100

Brumbach, 166.

101

Brumbach, 166.

35
by the addition of silks or flags.102 After a few years with women successfully participating in
the color guard, women at the WCSC pushed for full inclusion after the passage of Title IX made
this possible by barring exclusion on the basis of sex. This move would finally open instrumental
positions to women with full integration in 1974.103
If the reception of women into the band front in 1970 was icy, the transition of allowing
women to play instruments in the marching band was, not surprisingly, glacial. While the WCSC
marching band was ahead of the times when it added a female band front in 1970, it was much
slower to fully integrate its membership. Comparing to PSU once again, although they were two
years behind the WCSC band with the addition of women to the band front, they added female
instrumentalists the next year, in 1973, when “eight women auditioned and five were admitted as
instrumentalists in addition to the existing majorettes.”104
Even after Title IX passed in 1972, West Chester students disagreed about women’s place
in the band. Should women be happy they are included at all in the color guard, or did they
deserve to be fully included as playing members too? According to Brumbach, there was a “very
heated debate” in the 1973 newspaper, one year before the band’s membership rules were
changed.105 The first page is scanned below, and a scan of the entire newspaper can be found in
Appendix D at the end of this paper. Although other topics were discussed in the newspaper, the
first headline is about the marching band. It contains a summary of the debate both for and
against the addition of women, as well as how the decision came to be such a public discussion.
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Image 4 - Page 1 of the Nov. 20th, 1973 Quad Angles Newspaper
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In October, one month before the public debate in the newspaper, four female
instrumental majors approached Committee W about what they believed to be the band’s
discriminatory actions. Committee W, representing “the interests of women for the American
Association of University Professors (AAUP) on college campuses,” collaborated with the Dean
of Music Charles Sprenkle and the college president James McKinley towards the goal of
admitting female instrumentalists into the band. On November 6th, the four women then took
their objection to the Intracollegiate Governmental Association (IGA)’s General Assembly,
which subsequently voted to cut funds if the band did not admit women as instrumentalists. The
IGA also formed a committee to investigate how girls will be incorporated into the band.106 This
brings us to the newspaper discussed in this chapter from November 20th, 1973, which focuses
on the student reactions to the IGA’s decision to withhold funds if female instrumentalists are
not integrated into the band.
Notice the boxed text at the top right corner of the first article in the newspaper above. It
announces that the dean of the SOM would be presenting a “proposal for desegregating the
Marching Band” over a week later, on November 29th. In another later newspaper, from
December 4th of the same year, found on the WCU Digital Collections website, the proposal is
described in greater detail.107 In this edition, SOM Dean Charles Sprenkle discusses the proposed
policy for integrating women into instrumental positions in the band. He states that it is only a
proposed policy which may be changed with recommendations from the SOM faculty and
students as well as the band, AAUP Committee W, the president’s committee on the band, and
music majors. Sprenkle is quoted saying “I propose the marching band be open to full admission
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of both men and women on an equal basis in every respect.” The policy he supports recommends
marching band as a required course for all instrumentalists in the Music Education program who
are majoring in marching band instruments. It is unclear if this stipulation was added to force
gender integration or not, but it would significantly increase the number of women in its first
year. Sprenkle also mentioned that the band’s budget, which was managed by the IGA, would
have to be increased to support the increase in members, but was reassured the IGA was in full
support.
Although the band ultimately did integrate women into instrumental positions in 1974,
the November 20th, 1973, newspaper comes before the decision had been made. This edition of
The Quad holds a collection of articles, editorials, and opinion pieces both for and against the
addition of women to instrumental sections in the band. The pieces included in the newspaper are
reactions to a proposed policy change instigated by Dean of Music Charles Sprenkle, and the
IGA’s choice to withdraw funding for the band if women were not included as instrumentalists.
Both ideas sparked scathing responses, written by women and men, that perpetuated sexist
stereotypes about women and music. The first article serves as a summary for the discourse of
the newspaper’s pieces on whether women should be allowed in the band with equal access to
membership, or if their inclusion to the color guard was discrimination protected under the
law.108 The article helps identify the stereotypes and climate surrounding the idea of adding
female instruments to the marching band. It is followed by a single opinion piece supporting
women entering West Chester’s marching band, and is followed by an editorial, then several
more opinion pieces submitted by readers about why women should not be allowed as
instrumentalists in the band.

108

“No Girls, No Funds,” 1973: 1.

39
The first article in the November 20th, 1973, Quad Angles student newspaper titled “No
Girls, No Funds,” and an undated article written by Beth Pyle and clipped from West Chester’s
Daily Local News, titled “Sex Policy Imperils Band Funds,” both report on the controversy of
adding female instrumentalists to the band. They both outline the sides for and against the
integration, and the threat of the IGA cutting funds if it did not happen. As such, it provides a
basis for understanding the editorial and opinion pieces that follow by making clear a few
reasons why women were fighting for inclusion as well as the sexist sentiments many band
members held against female instrumentalists.
These articles focus on the reactions students had to Dean Sprenkle’s announcement to
discuss the proposal for desegregating the marching band. It is important to note the word
choices used in these articles. As Sprenkle used the word “desegregating” in reference to gender
integration, many of the subsequent pieces also used similar civil rights terminology. Since Title
IX was created as an extension of federal civil rights legislation, it makes sense to use the same
civil rights terminology when describing its effects. As evident throughout the newspaper,
students used these terms both in support of and against adding women to the marching band.
Only one piece in the newspaper supports the inclusion of female instrumentalists under
the headline “Female Knocks Unfair Practice.”109 This opinion piece written by Sue Carter, Terri
Boone, Pam Virgillo, and Vivian McCardell appears in the middle of page 5. It is important to
note that these are the four women who approached Committee W about the issue of
discrimination in the band. Their opinion piece aims to make it clear that not all women
supported continuing the all-male instrumentalist tradition, and that women have worked towards
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full inclusion in the band for a long time. They point out that women requested to play in the
marching band twenty years earlier. That places the request in the 1950s, long before Title IX.
Perhaps this initiative stemmed from the greater opportunities women experienced when men left
to fight in WWII. A woman, Gertrude K. Schmidt, was Assistant Director of Music from the
establishment of the music department in 1921, and eventually served as Director of Music from
1943 through 1951. This may have factored into women wanting greater opportunities, including
admission into the marching band, in the early 1950s.
In fact, by that time women had proven they could play brass and percussion for decades.
There was also an all-female drum corps founded in 1938 called the Audubon Bon Bons. They
were highly competitive against other drum corps which were mostly all-male until the 1970s as
well. The Bon Bons won both high percussion in 1957 as well as high brass in 1960 against male
corps, proving women were comparable to men in those areas well before the 1970s.110
Whatever the reason for the 1950s agitation, it is noteworthy that the four women who
authored the opinion piece called into question the idea that any public audition would be fair,
including the marching band audition granted to West Chester female students in the 1950s.
While this will be discussed in greater detail in Chapter 4, many orchestras during the 1970s
switched to blind auditions and had significant increases in the numbers of women in
traditionally male instrumental roles.111 Public or visible auditions, like the one from the 1950s
referenced in this opinion piece, allowed stereotypes about female instrumentalists to decide
their fate instead of their ability. Although marching band auditions require a visible audition to
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assess marching ability, a playing audition could have been separately judged blind to mitigate
some gender bias in the process.
The authors do mention the recent inclusion of women into the band front in 1970 as a
step forward, but stress that women cannot give up the fight for total equality. They again note
that the “all-female band front was formed despite great opposition from various music faculty
and marching band members.” The progress is noted, but so too is the fact that “the basic
problem was not resolved. Females are still not playing members of the band.” They, along with
other women, brought this continued discrimination to the administration, citing it as illegal
under the Fair Educational Opportunity Act.
Two other pieces in the newspaper aren’t outwardly against the inclusion of women,
instead they focus on discrediting the IGA’s decision as rash and unwise, suggesting the band
should decide solutions to its own problems. These two pieces try to flip the narrative by
bringing attention to how the band is the one being discriminated against in some way. They
refer to the band’s right to be given equal opportunity and to make decisions as an independent
group. In an aim to sound neutral, instead of focusing on the inferiorities of women, they instead
try to make a case for allowing the band to have more time to work on a solution. But the idea of
strong tradition undergirds the discussions; since the band is so well known and prestigious, they
should not have to change in a way that might affect their output.
The first such opinion piece is titled “Non Libber Begs IGA: Don’t Kill the Spirit”
written by a female supporter of the marching band’s traditional all-male instrumental sections
and can be found at the bottom of page five in the newspaper. The author and member of the
band, Susan Price, twists the fight from the equal rights of women to the unfair treatment of the
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band in the matter of making a decision that affects its membership. Susan believes the band was
being discriminated against because it was not given the opportunity to be heard.112
It is interesting to note the use of vocabulary from Title IX as a way of resisting the
change. The author is again trying to use her own sex to reverse who is thought of as being
discriminated against, to support the band instead of other women. Although this piece does not
perpetuate sexist stereotypes in music, it is surprising that the role reversal of the victim, from
women to the band, is paired alongside wording that recalls the civil rights laws. This kind of
wiring is an example of anti-feminist rhetoric, which Eve Gianoncelli explains as a strategy of
retaliation that reverses the arguments of feminists or uses feminist arguments as a way to attack
feminist ideas.113 This retaliatory anti-feminist rhetoric used by a woman is perhaps meant to be
doubly influential, since a woman is the one saying no discrimination against other women is
occurring. By having women visibly side with the marching band, the women who feel
discriminated against are minimized.
The second opinion piece, “Decision Called Unwise,” focuses on the IGA’s rash choice,
appearing on the same page as the previous one.114 In it, John Pursell, the announcer for the
band, calls the IGA’s decision hasty and unwise. He echoes Susan Price’s idea that the IGA
should give the band time to solve its own problems without the threat of losing funds or the
intervention of outside groups such as Committee W.
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Two pieces in the newspaper focus on students who are against the inclusion of women.
The first is an article written by Jim Callahan, titled “Band Beats IGA in Political Football
Game.” In this article John Pursell is described as announcing at a football game that the
“squabble with IGA” may cause the band to “cease to exist.”115 An idea often occurs that the
traditional element of having an all-male instrumental section in the band deserves protection.
This traditional all-male excellence became so pervasive that Edward Krause, the President of
the General Assembly of the Marching Band, is then quoted as saying “the purpose of the band
was to present the best sounding all male band ever in the nation.”116 This sentiment relies on the
idea of protecting and preserving the band’s identity as an all-male instrumental unit. The
immense support the band received from its own members, alumni, and even the public
spectators in the crowd at a football game in favor of continuing tradition is seemingly meant to
imply that only a few people want the band to change and if the majority does not agree, then the
change must be unfair. The focus on tradition and the bitter farewell by dramatically heralding
the end of an era are meant to stir up a strong response from supporters. Because the marching
band has received national acclaim, the idea that tradition can save the all-male instrumentalists
is a bit desperate, especially as other universities had already begun the process of integrating
their marching bands. Callahan ends the piece by mentioning that Pursell “refused to comment
whether women could blow brass instruments as well as a man but said that men had more
stamina and were stronger so they could march and play to the utmost point of excellence.”
Although he does not say it outright, Pursell perpetuates the belief that adding female
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instrumentalists would ultimately ruin the band because they are not capable of playing
instruments at an equal caliber.
As can be seen in the second opinion piece against adding female instrumentalists, there
were even women who were against altering the tradition of the all-male band at the WCSC. In
the opinion piece titled “Flag Bearer Rebuts the Brassy Broads,” Marie Maitski, a member of the
color guard, expressed how women should be happy with that opportunity alone.117 Maitski’s
piece, appearing on page five, stresses that women are already included in the band in color
guard positions, so the band cannot be discriminating against women. She believes that “there is
a very good possibility that girls will ruin the band “if they are included in the instrumental
marching unit” because the band is known for a large brass sound, and adding female
instrumentalists would either skew towards woodwinds, or the female brass players could never
“produce the same type of sound as her male counterpart.”
If perpetuating these stereotypes was not bad enough, she disregards female instrumental
majors’ worries about being competitive for the job market. Many high school band directors
teach their marching bands, so women are disadvantaged to get these positions due to their
exclusion from participating in college band. Maitski’s belief is that female music majors get
experience with private lessons through the school, they learn to march in the color guard, and
they get the extra experience twirling a baton, rifle, or flag. Women therefore supposedly get
more experience than the male members. She believes the band is actually discriminating against
its male members because they could not join the all-female color guard.
Maitski’s perspective as a female color guard member who was against adding female
instrumentalists seems surprising. Her argument is similar to the others, and she lists common
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stereotypes about female instrumentalists’ inability to play brass instruments as well as their
male counterparts. It is difficult to know if Maitski was writing literally, or if this opinion piece
should come across as satire. Presuming she earnestly believed the male members were
discriminated against, there is some merit to her point. But in her effort to create “equality” she
only points out another area of discrimination.
The last piece about the band in this newspaper is an editorial which appeared on the
previous page titled “Sweet Songs of Feminism on the March.”118 The editorial heavily
references numerous stereotypes held against women during the 1970s, especially in music. This
editorial is especially focused on the stereotypes and inequality of men’s and women’s
capabilities—so much so, in fact, that it is most likely a satirical work poking fun at ridiculous
stereotypes of women. It is possibly significant that the editor-in-chief of this edition of the
Quad, Nadine C. McCleary, was a woman, and the harsh stereotypes that we have encountered in
this discussion pop up so often and are pursued so relentlessly that it is difficult to see this as
anything but satire. Indeed, taking the sexist remarks given in the newspaper to an extreme, the
author may have been making fun of how seriously some people were taking the integration of
women into the band with comments about their lack of strength or lung capacity. As a final
absurdity, the author asserts that women pretty much should not play instruments at all. It is
especially important to note how similar many of these stereotypes are to the reasons given in
chapter 2 for why women should not play certain instruments, as well as within this newspaper.
The sexist stereotypes in the editorial focus with special intensity on the role of women
within the domestic sphere. The connection of women to teaching, especially at the elementary
level, is still common today. While education was popular with women at normal schools in the
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late nineteenth century, this editorial seems to have a view of female educators that dates from
the same period, commenting on their inability to know much more than a child, or to be able to
work very hard outside of the home. The absurd lengths to which the sexism expressed in the
editorial goes should have been obvious to most readers; the fact that many people would have
agreed with it before realizing it was hyperbole—if they even did—was a clever way to raise
awareness of the fundamental issues at stake.
Although the themes in this newspaper are repetitive, they create a clear view of the
beliefs surrounding women in music at the time. These articles shed light on the climate
surrounding a larger picture than just women in the marching band. Instead, many of these
mention stereotypes of women in music more generally. A common theme through many of the
opinions against women entering as instrumental members refers to women as primarily playing
woodwind instruments, or as incapable of playing brass or percussion instruments. They are said
to be incapable of holding a brass instrument or even having the lung capacity to play well.
These reasons are given for why women cannot live up to that male standard of playing and why
women will “ruin the sound.” Despite the reliance on tradition and anti-feminist retaliatory
rhetoric, there are not any substantial reasons why women should not have been allowed into the
band.
Even with the pushback about adding female instrumentalists, women were admitted the
following year, in 1974. And women have continued to prove themselves, even within the WCU
marching band. They now participate in each section of the band and continue its historic
prestige as a top-caliber band. By 2019, the band became the first Division II school band to
receive the Sudler Trophy, an award that is given in recognition of a band’s prestigious musical
standards, innovative marching routines, and important contributions to the advancement of
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marching band performance.119
The following chapter charts similar momentum for women, this time for female music
faculty. With blind auditions in the 1970s increasing the number of women in professional
orchestras, the representation of women increased on certain instruments previously deemed
unacceptable. As we will see by examining WCU’s faculty profiles from the 1990s, the
nineteenth-century gendering of instruments remains very pervasive at the end of the 20th. It is
worth noting that many of the 1990s faculty could have been teaching or even in college
themselves at the time of the 1973 marching band debate; some might have even been barred
from entering their own college’s marching band. Keeping the culture of the 1970s in mind will
assist us in navigating the analysis of the WCU faculty—its overall composition as well as the
gender of its instrumental professors—in the 1990s, the subject of Chapter 4.
These decades of work have led to advances for female instrumentalists in today’s
Schools of Music. While women are still working against stereotypes that have limited them
from pursuing music, the attitudes toward equity have shifted greatly since the late nineteenth
century, including attitudes toward instrumental gender associations. Women were finally
included in the WCSC marching band as instrumentalists, and they continue to play in each
section to this day. Since the 1970s a new generation of women has been included and integrated
as equal members. Since many high school band directors are also expected to take charge of
their school’s marching band, this created more equal footing for women in the job market. As
perceptions of instrumental gender stereotypes were altered over generations, this also influenced
the opportunities for women to pursue music in other ways, as the next chapter will discuss.
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Chapter 4:
Women at Work: Music Faculty Profiles (1971-1999)

As we have seen in the previous two chapters, the gender stereotyping of instruments has
greatly affected women at WCU since 1871, creating barriers for women teaching in higher
education in music faculty positions. In this chapter, NASM self-study reports and faculty
demographic information display recent hiring patterns at WCU and the continued reflection of
stereotypes about the most suitable instruments for women to play. These documents display
how these stereotypes can shape women’s economic prospects.
The documents provide information about the role of female instrumentalists among the
music faculty at WCU 1970s, 1980s, and 1990s. In chapter 2 the Quatro-Centennial history
provided helpful sex-disaggregated data from the late nineteenth century for both students and
faculty. Chapter 3 used the student newspaper to reinforce the long history of continued
stereotypes towards female instrumentalists generally in the 1970s. This chapter continues the
work from both chapters into the late twentieth century with comparisons of the WCU music
faculty to historical trends in relation to the number of women teaching over time, as well as the
primary instruments they taught.
The NASM 1972 and 1981 self-study reports provide the names and number of music
faculty with their primary instrument while the university’s music faculty profiles from 1991,
1992, 1998, and 1999 provide the same information with the addition of the faculty member’s
respective departments. This information allows for an overview of the composition of WCU’s
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music faculty during these years, including department and primary instrument, and allows us to
examine the framework of instrumental stereotypes in place at that time.120
As the previous chapter brought to light, gender stereotypes in music could be
significantly limiting to women. Although women were accepted more often as instrumentalists
in the 1970s, they were still fighting for spots and recognition in orchestras and other
professional ensembles. Many of the gender associations for female instrumentalists in the late
nineteenth century were perpetuated into the 1970s with major restrictions on what instruments
were acceptable for women to play. The last chapter brought up how instrumental music students
could be limited in job offerings and barred from participating in the marching band until the
1970s. College and university music faculty were not immune from this sexist stereotyping of
instruments.
Women were still dissuaded from instruments deemed inappropriate due to social
standards; thus instrument associations for music performance in the 1970s still had gendered
associations.121 Literature and data show the historical gender associations divided harp, flute,
and clarinet as traditionally female instruments while trumpet, low brass, and percussion were
thought of as male.122 As we have seen, these traditions are less recent than one might expect: the
association of women with woodwind instruments was well established by the 1970s, but would
have been unrecognizable in the 1850s.
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An examination of the composition of world-class symphony orchestras provides
background for instrument stereotyping as orchestras still stand as a visual display of gender
associations in the Classical music world. In a 2019 review of the gender composition by
instrument and sex of player in forty orchestras in the USA, UK, and Europe, fifteen instruments
are listed in order from “feminine” to “masculine.” They are respectively, harp, violin two, flute,
violin one, viola, cello, oboe, french horn, bassoon, clarinet, double bass, trumpet, trombone,
percussion, and tuba.123 There are many similarities to the 1870s, with strings and flute accepted
as feminine and brass and percussion thought of as masculine. Even so, some improvements
have been made with cello, the lowest ranged feminine instrument, and french horn, a brass
instrument, included as feminine, albeit near the neutral middle.
Orchestras themselves historically have been dominantly male. It wasn’t until 1930 that a
woman, Edna Philips, was first appointed to a tenured fully professional post in an American
orchestra when she joined the Philadelphia Orchestra as its harpist.124 This did not cause much of
a change, perhaps because it was on one of the orchestral instruments most often connected with
women. Among the Big Five orchestras in the US, none had a female composition of above
twelve percent until the 1980s.125 With low turnover in these positions, it often takes a long time
to notice changes in gender composition.126 However, there was a large shift in orchestra
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composition after the introduction of blind auditions in the 1970s and 1980s. After this change,
the number of women in professional orchestras significantly increased, showing that there were
capable women who were trained and ready to play but that they just needed to be given a fair
chance.127
As blind auditions created more equity for the sexes, federal laws were also passed to
increase female representation in the workforce. One of these laws, Title VII, was enacted in
1964 to eliminate sexual discrimination in the workplace, and it had an effect on the number of
female faculty across the nation.128 Although the music archive does not have much information
on WCU’s music faculty before 1972, the national trend shows an increase of full-time female
music faculty from around twenty percent in 1972, to about thirty percent in 1992.129 Full- or
part-time status is not available in the university faculty profiles so data from the university
profiles are not directly comparable to the national trend.
Much of the literature about the gender composition of music faculty discusses this
disparity and its many causes. The reasons for unequal treatment between male and female
faculty are receiving much-needed recognition today. Some of the most popular reasons as to
why there are few female faculty relate to the glass ceiling and the maternal wall.130 There is also
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a well-documented trend of women receiving lower pay, or generally ending up and staying in
lower faculty positions for longer periods.131
The changing landscape of college and university music faculty after the 1970s was made
clear by The College Music Society (CMS) and its publication of surveys and articles discussing
the gender representation in applied music instruction at institutions of higher education. For
example, the CMS Status of Women in College Music: Preliminary Studies from 1976 references
the disproportionate number of women studying music at the undergraduate level and the meager
number of “teaching faculty in the very colleges where women outnumber men as students.”132
With such a high number of female students studying music, even back to the 1970s, the
disparity between the number of women trained in college and the number hired as teaching
faculty is striking.133
The gender composition of the music faculty at West Chester University is available from
the archive documents over a period of years through the 1970s, 1980s, and the 1990s.134 The
demographics from the NASM reports and faculty profiles provide a way to view trends of sex
composition as well as gender associations in relation to the primary instrument of the WCU
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instrumental music faculty over these decades. The chart below shows the gender composition of
the SOM faculty from the NASM reports and faculty profiles. For the six years of data, the
music faculty is composed mostly of men with the average composition of about seventy percent
male and thirty percent female as can be seen in Figure 3 below.
In 1972 WCU’s music faculty had fifty-eight total members. Of these fifty-eight
members, only nineteen (thirty-three percent) were female. After legislation focused on
increasing female presence in higher education, such as Title IX and Title VII, it seems safe to
believe that the proportion of female music faculty would increase. That is unfortunately not the
case. As can be seen in Figure 3, the trendline actually slightly moves down. In 1992 there were
fifty-three total music faculty, but only sixteen (thirty percent) were female. Moving forward to
1999 once again the percentage dropped slightly. Out of forty-eight total music faculty members,
only fourteen (twenty-nine percent) were female. The number and percentage of female faculty
members in the West Chester music department was higher in 1971 than in 1982, 1991, 1992,
1998, or even 1999. This is all while the national trend was increasing.
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Figure 3: Female vs. Male SOM Faculty members by Year: 1972-1999

Although WCU was originally ahead of the national average, the proportion of female
music faculty decreased slightly from 1972 through 1999 while the national average jumped up
ten percent by 1992. WCU’s stagnant faculty composition could point to a worsening situation
from a feminist perspective. As the nation strove towards more inclusion for female music
faculty, WCU’s decreased. The 1975 CMS report from earlier states that 1973 was the first year
NASM disaggregated their data by gender, and that their report showed just over twenty-one
percent of music faculty were women. The report goes on to compare this to how shockingly low
twenty-one percent is compared with the fact that around half of the bachelor’s and master’s
degrees conferred in 1970-71 went to women. From this perspective, it’s possible to argue that
the percentages in WCU’s faculty composition wasn’t quite that bleak. Perhaps staying on the
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national average was the university’s goal and staying steady around thirty percent was an
accomplishment.
It is difficult to say if WCU was making progress or not due to the stagnation of the
proportion of female music faculty without looking more deeply into the data and its relation to
gender associations. A clear trend of gender association becomes visible by breaking down the
total faculty from the 1990s into their respective departments (see Figure 4 below).135 The
departments are as follows: instrumental, keyboard, music history, music theory and
composition, music education, and voice. Of these six departments, music education had the
highest percentage of female faculty at just above sixty percent, while music history was just
below twenty-three percent. The lowest percentage of female faculty taught music theory and
composition, at just above thirteen percent.
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Figure 4: Female vs. Male SOM Faculty members by Department from university music
faculty profiles (1991, 1992, 1998, 1999)

The breakdown of the six departments in the graph above shows the continued
connection women have to certain areas of music. Chapter two already discussed the traditional
connections between women and education, so a music education faculty made up of sixty
percent women is not surprising. Interestingly, music education is the only department where
women outnumbered men in the 1990s. Theory and composition have the lowest percentage of
women at just below fourteen percent, showing the longstanding negative influence of gender
associations in those areas. Historically, theory and composition have been considered more
analytical and academic pursuits and associated with men, resulting in gender inequity in those
areas.
The faculty profiles can also be broken down further to examine the instruments taught
by each faculty member from the voice, instrumental, and keyboard departments. This gives an
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opportunity to view where the music faculty at WCU stood concerning societal gender
stereotypes relating to musical instruments. From the previous chapters and the trends in
orchestra composition noted earlier in this chapter, it is clear that in the twentieth century,
women continued to dominate certain instruments while still remaining severely behind in
others. And although women had training on other instruments, even including socially
inappropriate instruments, men still often dominate the same brass, percussion, and large
stringed instruments.136
Examining the WCU SOM instrumental faculty from the NASM reports and music
faculty profiles which cover the years 1972, 1981, 1991, 1992, 1998, and 1999 reveals a strong
adherence to the typical sex-stereotyping of instruments. These include most instruments found
in orchestras including strings to brass, woodwinds, and percussion. Recalling the earlier
discussion of the gendering of instruments from feminine to masculine—from harp to tuba— we
can see how the WCU SOM faculty align. Figure 5 below displays how starkly split the
instrumental faculty was at WCU. Through the years covered, a total of twenty instruments were
taught at WCU. Of these twenty instruments, women taught only eight of them. These eight
instruments strongly align with the list from feminine to masculine from before. Over these years
harp and flute were only taught by female professors. In order of the highest to lowest proportion
of female music faculty, the next is viola, french horn, violin, voice, piano, and organ. The
remaining twelve instruments are only taught by male faculty.
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Figure 5: Female vs. Male SOM Instrumental Faculty members by Primary Instrument
from NASM self-study reports (1972, 1981) and university music faculty profiles (1991,
1992, 1998, 1999)

Breaking down the WCU SOM faculty composition from the 1970s through the 1990s
reveals a continued tradition of gender associations at every level. The proportion of female
music faculty remained largely unchanged, hovering around thirty percent for these years.
Although WCU was originally far ahead of the national average, by 1992 it was just at the
average. Breaking down the total faculty in the 1990s into their music departments reveals
continued gender associations with women in music education and voice, and men on the
analytical side of music with theory and composition.
Once again, by focusing on a smaller segment of the music departments, the instrumental
faculty shows historical gender associations with certain instruments. That sex stereotyping of
instruments has continued unabated at WCU is clear from our discussion in chapter 2 of the
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Quarto-Centennial History, to our examination of the 1973 WCSC newspaper, and now within
the music faculty reports of the late twentieth century. Combining historical trends of gender
roles within music faculty, and sex-stereotyped instruments for comparison of the music faculty
at WCU in the late twentieth century allows for a chance to pull these ideas to the forefront of
thought on the subject. Perhaps it will be a cause for more transparency, or change, or will
inspire a female tuba player or percussionist, or even a male harpist, to continue what they love
even if they have not seen themselves represented before.
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Chapter 5: Conclusions

This paper has relied on a tradition of written histories of WCU to help place women
within the frame of the institution’s history. The writing of Smith’s twenty-five-year and
Rentschler’s 100-year celebrations of WCU as well as Rentschler’s history of the music program
provided indispensable background to the work of examining gender representation and female
stereotypes at WCU. With the university’s 150th year celebration and the music department’s
100th year in 2021, turning the lens on women’s representation felt like a crucial step in moving
the histories forward into the present and hopefully even the future.
The sets of documents from the SOM archive allowed for a close examination of students
as well as faculty through select periods of time at WCU. In chapter 2 the Quatro-Centennial
history provided helpful sex-disaggregated data from the late nineteenth century for both
students and faculty displaying the significant proportion of women at the WCSNS even when
stereotypes limited women’s interaction with music. Chapter 3 reinforced the continued
stereotypes towards female instrumentalists into the 1970s through an examination of student
discourse about the marching band in The Quad. Chapter 4 showed that the WCU music faculty
were still restricted by gender associations in music through the twentieth century. From the
beginning of the institution as the WCSNS in 1871 and the quick rise of female enrollment to the
first female instrumentalists in the marching band in the 1970s, and the music faculty
composition in the 1990s, this paper has briefly touched on key moments for women in music
within WCU, but also within key moments of recontextualization towards women in American
society.
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As women gained access to higher education in the late nineteenth century, they quickly
surpassed male enrollment.137 This is still true at colleges and universities today, even at WCU
currently. With laws such as Title VII and Title IX in the 1960s and 1970s, as well as the blind
auditions in orchestras of the same time, women were given a chance to establish themselves in
workplaces, school activities, and professional music groups. The music archive gives an
important view into these snapshots at WCU just before the material on the history of women
was immensely expanding in the 1980s, aiming to bring the invisible women of the past into the
light.138
Attitudes towards women’s equity have shifted since the late nineteenth century, and so
have attitudes towards the place of women with regards to instrumental gender associations.
From the beginning of the paper, based in the late nineteenth century, piano and voice were the
only options socially available for women pursuing music. This shifted with gender nonconforming women and men who altered perceptions of women’s associations of playing certain
instruments such as the violin and flute. A century after the opening of the WCSNS, women
were admitted to the marching band as brass and percussion instrumentalists, and today there are
women in every instrumental section. Opportunities for women pursuing music have continued
to grow in the U.S., and at WCU.
A question pops up of whether this expanded freedom is reflected in enrollment numbers
throughout WCU’s history. Though there were many statistics and demographics about students
and enrollment within the music archive, it was extremely difficult to find sex-disaggregated
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data, let alone specifically on the SOM. Although the analysis of student enrollment from the
Quarto-Centennial (Figure 1 in Chapter 2) provides male and female enrollment, it comes before
the music department was established. The first sex-disaggregated information that could be
found in the archive from after the formation of the music department in 1921 was in a
homemade history of the music department by Agnes Davis. This document was typed on a
typewriter, hole punched, and tied together with red ribbon bows. Davis wrote that there were
five girls enrolled in the Music Department in 1921.139 This is a surprising number when
compared to the first twenty-five years of student enrollment when every student received some
amount of musical training. But it is difficult to rely on this number as an explicit truth,
especially as the enrollment numbers within the histories of the WCSNS were highly variable as
well. Without the number of male students alongside this, it is difficult to know if the author
stressed five girls studying music as an accomplishment or as a disappointment.
Due to the archive’s inadequate data on the enrollment numbers in the music department,
WCU’s Headcount data provides a supplement for further discussion. The Headcounts are
published by the university online and break down each department and major into several
demographics including sex. These Headcounts begin in Fall 2003 and Spring 2009 and continue
to be updated every semester, currently through Fall 2021 and Spring 2022. This thesis used the
Fall semesters from 2014 through 2021 to compare data and trends in the School of Music.
These dates were chosen because they allowed for a comparison of several key majors within the
music department without large gaps in the data.
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From 2014 through 2021 the total undergraduate students enrolled at WCU were split
between male and female at about forty percent and sixty percent respectively without much
deviance. From 2014 through 2021 the WCU SOM undergraduate student enrollment total was
split between men and women fifty-five percent and forty-five percent.140 Although this
information perhaps points to closer gender equity, in contrast to the stereotype of music as a
feminine pursuit, it does not align with the demographics of WCU undergraduates as a whole,
which indicate sixty percent female students compared to forty-five percent in the SOM.
The differences between male and female students enrolled in the school of music at
WCU from 2014 through 2021 reveal more once they are broken down into some key majors.
Music education comes in as the undergraduate major with the highest percentage of women
ranging from a high of sixty-three percent and a low of fifty-one percent. This is not surprising as
education and voice have both long been stereotyped as quintessentially female. Keyboard
instruments have also historically been connected to women, but the music education keyboard
student enrollment also skews towards men with female enrollment at a high of fifty percent and
a low of twenty-five percent. Music education for instrumental majors is still skewed towards
men with female enrollment comprising of between thirty-nine and forty-four percent.
Unfortunately, this data is not broken down further by individual instruments to compare with
the changing instrumental stereotypes discussed in this paper.
Although some of the gender associations and instrumental stereotypes discussed in this
paper changed over the course of generations, many others did not. WCU’s faculty was still
firmly rooted in instrumental gender associations that were common in the late nineteenth
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century, with female music instrumental faculty teaching only harp, violin, and french horn. A
continued examination of student and faculty demographics in other SOM departments,
especially in theory and composition as well as music history, would give invaluable insight into
two departments that are often lagging the farthest behind with female composition.
Of course the archive provides many more opportunities for research into women’s
places within music at WCU that can be used in the future to further this project. Since the early
1980s, there has been an explosion of material on the history of women, as the invisible women
of the past have become visible.141 Hopefully this research will someday be continued to include
race and ethnicity as well as gender nonbinary people as that data is eventually included in
institutional statistics. Bringing the invisible women into the forefront of our thoughts and to our
conscious awareness will create influences to enact change for equity in the future.
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Appendix A
WCU SOM timeline

Below is a brief history of the WCU SOM including the significant events and leaders
since the institution's opening. The heads of the SOM often have different titles depending on
what college the music department was affiliated with at the time.

WCU Music Timeline of Significant Events, Department Heads and Deans of Music
1871-1926

West Chester State Normal School

1871 J. Max Muller was the first instructor of both vocal and instrumental music
1889 The Normal Band was organized, the precursor to today’s marching band
1921 Music Dept officially created
Claude E. Hausknecht was appointed the first Director of Music
1922 Inauguration of a major in the field of Music Education
1927-1959

West Chester State Teachers College

1928 The Bachelor of Science degree in Music Education was granted
1943 Gertrude K. Schmidt became the second Director of Music
1951 Lloyd C. Mitchell became the next head of the music department in the new role of
Chairman of the Department of Music
1958 The Music Department became accredited by NASM
1959 Inauguration of a graduate program leading to the Master of Education degree
1960-1982

West Chester State College

1967 Dean of the School of Music: Lloyd C. Mitchell
A change in name from Music Department to School of Music, approved by the
Pennsylvania Department of Public Instruction
1971 Dean of the School of Music: Charles A. Sprenkle
1973 NASM granted full accreditation to all music programs offered by the school
1979 Coordinator of the School of Music: James D. Sullivan
1982 Acting Director of the School of Music:
Irving H. Cohen
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19831983
1987
1991
1992
1993
1997
2004
2014
2017

West Chester University
Director of the School of Music & Assistant Dean for Music: James D. Sullivan
Dean of the School of Music: Malcolm J. Tait
Interim Dean of the School of Music: Edward A. Barrow
Interim Dean of the School of Music: Sterling E. Murray
Dean of the School of Music: Mary Anne Rees
Dean of the School of Music: Timothy V. Blair
Dean of the College of Visual and Performing Arts: Timothy V. Blair
Dean of College of Arts and Humanities: Timothy V. Blair
Dean of the Wells School of Music: Christopher Hanning
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Appendix B
WCU SOM Archive

WCU SOM Archive Arrangement:
Without a record or finding aid to reference for information on the contents and
organization of the collection, I created groupings based on the labels written on the lids of the
boxes. These groups consist of professors’ names, recital programs, administrative documents,
special collections, and miscellaneous items. Several boxes had an additional description with
either year ranges (mostly for the recitals), or sequential box numbers (ex: one of three) which
were also used to identify items and order them sequentially within common categories. The
general contents of each grouping are listed below with the corresponding label from each box.
Professors’ Names: 8 boxes
The contents of these boxes are largely a miscellaneous combination of email correspondences,
documents, photos, and memorabilia.
● Kathryn Chilcote (2 boxes)
● Raymond Friday (2 boxes)
● Charles Sprenkle (1 box)
● Arnold Fletcher Papers and Charles Gangemi Papers (1 box)
● Benjamin Whitten (1 box)
● Larry Nelson (1 box)
Recitals: 7 boxes
These boxes contain hundreds of recital programs from both faculty and students as well as other
related documents.
● Recital Programs 1970-96 (2 boxes)
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● Posters (1 box)
● Recitals (1 box)
○ Student and faculty recital programs
● Choral Program Materials (1 box)
● Musica Antiqua142 Materials (1 box)
● Faculty Performance & PR Materials (1 box)
Administrative: 10 boxes
These documents are mostly ad hoc in nature. They include emails, reviews and reports, and
miscellaneous records
● Dean’s Files (5 boxes)
○ Administrative materials containing email correspondences, building plans
for the Swope music building, reports on the SOM, and NASM reports
with self-studies (1972, 1982, 1995)
● Vocal/Choral Department (3 boxes)
○ Admin Files 1980s-Early 2000s
○ Self-Study & Program Review Materials 1980s-Early 2000s
○ Meeting Minutes 1968-92
● Scholarships (2000-2006) (1 box)
● SOM Admin Files & Meeting Minutes (1989-2002) (1 box)
Special Collections: 3 boxes
Although the contents of these boxes are very similar to the rest of the archive, these materials
were moved from the University Libraries’ Special Collections, housed in the Francis Harvey

142

Predecessor to Collegium Musicum.
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Green Library. They contain faculty profiles, decades of graduate and undergraduate catalogs,
and university publications as well as more faculty and student recital programs.
Miscellaneous: 20 boxes
These boxes contain what was left after the organization above. They are mostly pictures, course
catalogs, and graduate student files.
● Graduate Student records, transcripts, and theses (8 boxes)
● Misc Accession #2005-1143 (4 boxes)
○ WCU Graduate & Undergraduate Catalogs, Bulletins & Course Schedules
1961-2003
○ Misc SOM Publications 1978-2000
○ SOM Published & Printed Materials 1980-2004
○ Student Recital Request Forms & Programs 1993-5
● Accession #2005-2 (1 box)
● Misc Boxes (5 boxes)
● Scrapbooks and Photographs (2 boxes)
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An accession number is a sequential number assigned to a document as it is added to an archive collection.
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Appendix C
The Quarto-Centennial History Faculty and Students

Below is a scan from the Quarto-Centennial History. This is the first page from the list of
faculty who taught at the WCSNS from 1871 through 1896.
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Another scan from the Quarto-Centennial displays the number of boys and girls enrolled
at the WCSNS over the first twenty-five years.
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Appendix D
Quad Angles, Nov. 20th, 1973
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This clipped newspaper article has no date but seems to have been published around the
same time as the November 20th, 1973, newspaper above.

The last editorial about the marching band from the archive is below.

